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INTRODUCTION 


The Police are among the most unique and influential groups in the history of pop- 
ular music. The forerunners of textural rock, the band was spawned in the fertile punk-rock 
scene of London nearly twenty-five years before this writing. The group contained three 
Soloists—bassist-frontman Sting, drummer Stewart Copeland, and guitarist Andy 
Summers—each in his own right a dedicated, accomplished, and educated musician 
committed to the notion that less is more. It was this ideal that allowed the players to break 
free of established "power trio" restrictions and to explore exciting new sonic textures and 
adventurous arrangements. Their inherent musicianship and imaginative approach to the 
rock genre shaped the way much of the music sounded in the 1980s and the way it 
Sounds to the present day. Many of the sonic textures, orchestral procedures, and uncom- 
mon arrangements extant today can be traced to roots within the Police repertory. This 
special edition is the first signature licks book/CD to feature the music of the Police and 
explore the influential, innovative guitar contributions of Andy Summers. Enjoy. 


—Wolf Marshall 


DISCOGRAPHY 


The titles in this volume came from the following recordings (all on A&M): 
OUTLANDOS D'AMOUR. “Roxanne? “So Lonely” “Can't Stand Losing You” 


REGATTA DE BLANC. “Message in a Bottle; “Walking on the Moon” “The Bed's Too Big 
Without You" 


ZENYATTA MONDATTA. “Don't Stand So Close to Me” “When the World Is Running 
Down, You Make the Best of What's Still Around,” “De Do Do Do, De Da Da Da” 


GHOST IN THE MACHINE. “Spirits in the Material World” “Invisible Sun” 


SYNCHRONICITY. “Synchronicity II? “Every Breath You Take,” “King of Pain,” “Wrapped 
Around Your Finger.” 


EVERY BREATH YOU TAKE: THE SINGLES. “Don't Stand So Close to Me '86” 


THE RECORDING 


Wolf Marshall: guitars, guitar synthesizer. 

Michael Della Gala: bass guitar. 

Mike Sandberg: drums, percussion. 

Ted Vaughn: keyboards. 

Gary Ferguson: drums on “Message in a Bottle” 

Recorded at Pacifica Studios, Los Angeles, and Marshall Arts Music, San Diego. 


Produced by Wolf Marshall. 


Special thanks to Bill Cummiskey, Fender Musical instruments. 


THE POLICE RAP SHEET: 
A Brief Band History 


The Police were spawned in the fertile punk-rock scene of late 1970s England. 
Originally conceived as a trio with Henri Padovani on guitar, the group was the brainchild 
of drummer Stewart Copeland and singer-bassist-frontman Sting (Gordon Sumner). 
Stewart and his record-executive brother Miles (of Wishbone Ash, Renaissance, and 
Climax Blues Band fame) formed Illegal Records and issued the first Police single in May, 
1977. “Fall Out,’ a decidedly low-budget track penned by Stewart Copeland, was nonethe- 
less a moderately successful indie hit, selling more than 70,000 copies. 

Guitarist Andy Summers—previously a studio session man and member of the 
New Animals, Zoot Money's Big Roll Band, Soft Machine, and the Kevin Ayers Band, 
among others—joined the Police lineup in July, 1977. The group played only two gigs as 
a quartet before Padovani, most likely seeing the handwriting on the wall, left to work with 
Wayne County's Electric Chairs. The official Police trio debuted at Rebecca's Club in 
Birmingham on August 18, 1977. 

A brief period ensued in which the Police performed sporadically as “pretend 
punks” in the burgeoning alternative rock/punk/new-wave circuits of England and Europe. 
In these lean times, the trio supplemented their meager income with various odd jobs and 
sessions. Through his wife's theatrical connections, Sting landed a part in a Wrigley's 
chewing gum commercial and persuaded the director to hire Andy and Stewart. The job 
proved fortuitous, because as part of the deal the trio had to dye their hair blond, inad- 
vertently establishing a visual component of the Police image. Andy secured a three-week 
recording session for Eberhard Schoener in Munich, Germany. Sting saw his first ee -light 
district there and was inspired to begin writing “Roxanne” 

The Police, with Miles Copeland's help, started recording what would become the 
seeds of their first album in January, 1978, at Nigel Gray's Surrey Sound studio near 
London. Upon hearing an early version of “Roxanne” Miles arranged for the song to be 
issued as a one-off single on the A&M label. “Roxanne” was released in April 7, 1978. The 
record was critically acclaimed but didn't chart that year. Outlandos D'Amour, the first 
Police album, was released in the Fall of 1978 and immediately began a slow but sure 
ascent bolstered by the trio's relentless touring. Outlandos eventually rose to #6 in the UK 
and #23 in the U.S. When “Roxanne” was re-issued in spring of 1979, it easily rode in on 
the wake of the band’s growing success, making it to #32 in America and #12 in Britain. 

"Roxanne" was the first of a string of Police tracks to exploit the marriage of pop, 
rock, and reggae. Reggae, the indigenous street music of Jamaica, is the most popular 
form of third-world pop music and has had a strong impact on rock players since the early 
1970s. The #1 success of Bob Marley's “I Shot the Sheriff" (covered by Eric Clapton) and 
Johnny Nash's “I Can See Clearly Now" bear this out, but arguably no pop-rock band did 
more to establish and expand the style than the Police in this period. Reggae was further 
popularized with such landmark Police tracks as “So Lonely” "Can't Stand Losing You” 
"Walking on the Moon,” "The Bed's Too Big Without You” and “Don't Stand So Close to 
Me” Beyond the overt reggae influence, immediately apparent in the Police repertory 
were the atmospheric and uncommon guitar hooks created and applied by Andy“ 
Summers. These provided a perfect orchestral complement to Sting's imaginative bass 
lines and vocal melodies and Stewart's colorful drumming. They also became a vital and 
highly identifiable component of the Police sound. 


1979 saw the release of the second Police album, Regatta De Blanc (“white reg- 
gae"), and the trio's first #1 song in England, “Message in a Bottle” This period found the 
band perfecting their pop sensibilities, with improved sonics, grander textural explorations, 
and tighter musical arrangements, and witnessed Sting's continuing growth as a formida- 
ble songsmith. The Police followed with a succession of hit singles and the 1980 break- 
through album Zenyatta Mondatta, which represented a move into more ambitious terri- 
tory beyond the punk pop and reggae rock of the first two albums. Real success in the 
U.S. didn't come until January of 1981, when “De Do Do Do, De Da Da Da” and “Don't 
Stand So Close to Me" from Zenyatta broke the American Top 10. The first three albums, 
taken in retrospect, document the trio's healthy ongoing evolution from a streamlined— 
albeit colorful—“new wave" band to influential pop-rock innovators. 

The Police's increasing use of synthesizers, more elaborate electronic textures, 
and lush orchestration distinguished 1981's Ghost in the Machine. The thoughtfully craft- 
ed collection presented a denser, more serious work bordering on art rock. Nonetheless 
it yielded several divergent hit songs, including the eerie and dissonant "Spirits in the 
Material World,” the melancholy, bluesy “Invisible Sun,’ and the infectious power-pop sin- 
gle “Every Little Thing She Does Is Magic.” 

Synchronicity (June, 1983) made the Police international superstars. Containing 
no less than five hit singles, the album was a masterpiece—simultaneously more pop ori- 
ented and more progressive than their previous two efforts—and represents a high-water 
mark in the trio’s catalog. Variety was the name of the game, with material running the 
gamut from genuine power pop in “Every Breath You Take” and modern metal in 
“Synchronicity II" to modal jazz undercurrents in “Wrapped Around Your Finger” and the 
re-invented new-wave mood of “King of Pain.” 

Synchronicity was the final Police album. Like the musical equivalent of an implod- 
ing black hole, the Police as a unit could no longer contain three such powerful, creative, 
and individual artistic personalities. The trio disbanded in 1985 to pursue solo careers. 
Sting quickly established himself as a viable solo artist, combining jazz, classical, and 
world beat into his sophisticated pop compositions. Stewart Copeland largely devoted 
himself to writing music for film and television, and formed Animal Logic with Stanley 
Clarke and Deborah Holland. Andy Summers concentrated on recording and releasing 
eclectic and far-reaching instrumental guitar music, and also scored several movie sound- 
tracks. 

The Police attempted to reunite in 1986, playing an Amnesty International concert 
and entering the studio for what was intended to be their sixth album. Only a re-make of 
“Don’t Stand So Close to Me” was issued from the fruitless sessions of 1986. The new 
synthesizer-dominated version was featured on the “greatest hits” compilation Every 
Breath You Take—The Singles, released for the 1986 Christmas season. This collection 
became the group’s fifth consecutive British #1 album and their fourth in the American 
Top Ten. 


THE ANDY SUMMERS 
SOUND 


Andy Summers's main guitar during his years with the Police was a modified 
1963 Fender Telecaster Custom. This instrument sported a bound sunburst body and a 
maple fingerboard. It was fitted with a Gibson humbucker in the neck position and a built- 
in overdrive unit. Closer inspection of this famed Tele in photos from the period reveals 
mini-switches mounted on the guitar's face and an extra knob on the lower bout, below 
the original controls. Andy also played Fender Stratocasters, including a vintage 1961 
Strat and a black 1970s model with a maple fingerboard (seen in the booklet of Message 
in a Box). His Strat sounds can be heard on "Don't Stand So Close to Me" and "Secret 
Journey” On occasion, Andy employed various Hamer prototypes—one was a fretless 
guitar heard on “Driven to Tears" Both onstage and in the studio, Andy alternated 
between two different types of picks: a small, heavy Dunlop Jazz II for lead and single- 
note playing, and a thin, standard-shaped pick for rhythm work. During the Police days 
he strung his electric guitars with a .010—.046 set. He preferred Bill Lawrence and Dean 
Markley strings. 

Onstage with the Police, Andy plugged into two 100-watt Marshall half-stacks 
and turned both amps up about half way. The heads were modified by Pete Cornish to 
produce "a slightly better, creamier lead tone and a much harder, brighter sound for 
straight tones” In the studio he used a variety of amps including his stage rig, numerous 
Fender amps, and a Dean Markley combo. 

Andy was one of the first guitarists in a rock band to consistently employ guitar 
synthesizers. As an orchestrator and colorist, he was drawn to the expansive tones and 
sonic possibilities available with the new technology, and used synthesizers effectively in 
the Police's music. Andy played various Roland models: a GR-300, a G-808, and a GL- 
500. The latter was first heard at the end of “Walking on the Moon” Guitar synthesizers 
also colored Police tracks "Don't Stand So Close to Me" and "Secret Journey" In concert, 
Andy used Roland JC-120 solid-state combo amps to amplify his guitar synthesizers. 

Andy is a consummate master of guitar sound effects. During the Police years, 
his judicious musical application of processors became a trademark element of the 
band's sound and highly influential to guitarists of all persuasions. Thereafter, players 
everywhere were required to emulate his minimalist approach and thick phased, cho- 
rused, flanged, echoed swaths of sound. Indeed, many of the highly colored electronic 
guitar effects still in vogue are attributable to Andy's pioneering. To expedite his use of 
various processors, Andy employed a custom-made pedal board and switching system 
designed and built by Pete Cornish. This box housed an array of pedals, including an 
MXR Phase 90, an Electro-Harmonix flanger, an MXR Distortion Plus, a Mutron III, and 
unspecified compressors and analog delays. Andy augmented this rig with a pair of vin- 
tage tube Echoplex tape-echo units which were adjusted (as early presets) to different 
delay settings. Notable in this regard is his use of multiple staggered echo effects to gen- 
erate polyrhythms and double repeats. These are exemplified by the echo combinations 
(created with an Echoplex and an analog delay) in "Can't Stand Losing You” 


In recording the guitar tracks for the accompanying audio, I used a 2002 Fender American 
Fat Tele Telecaster (pictured), which comes stock with a neck humbucker and a five-way 
selector switch. This instrument simulates Andy's modified-Tele Police sounds admirably. 
Amplification and signal processors consisted of various Fender combo amps, Marshall 
stacks, and vintage pedals. Especially usetul was the Fender Cyber-Twin and its array of 
built-in effects, which is heard on most of the tracks. 


Lia 


Photo by Robb Lawrence. All eguipment from the collection of the author. 


ROXANNE 


(Outlandos D'Amour, 1978) 
Music and Lyrics by Sting 


Figure 1 — Intro, Verse, Pre-Chorus, and Chorus 


“Roxanne” is the first Police hit and an immortal classic rock number. The tune 
reflects one of the band's primary credos: the synthesis of black and white musics—in this 
case, black reggae and white pop. Reggae, already a popular medium with British punk 
rockers, figured prominently in the early Police repertory. Casting the die for numerous 
future works, “Roxanne” presaged their future musical direction and Sting's penchant for 
clever views of challenging subjects. 

“Roxanne” personifies the new three-piece style pioneered by the Police. The gui- 
tar's role in the song is intentionally sparse, coloristic, and restrained. Instead of the oblig- 
atory lead-guitar wailing of most rock trios, Andy's playing is comprised entirely of per- 
cussive quarter-note chord strums in the intro, verses, and pre-chorus. Instead of thick 
distorted power chords in these sections, Andy opts for lighter mid-register voicings ren- 
dered with his bright, semi-clean Tele tone. Note his characteristic use of more sophisti- 
cated chords like F6, E»maj7, Cm7, and particularly Fsus4 and Gsus4. 

Andy saves the power chords for the chorus, which takes on a harder, punk-rock 
quality with an increased dynamic level and his driving eighth-note rhythm guitar part. 
Note the syncopation and accents on beats 3 and 4 in measures 36, 38, 40, 42, and 44. 
These simple rhythmic twists produce a more unusual oblong power-chord figure and add 
an arresting artistic quirkiness to an otherwise straightforward groove. 
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SO LONELY 


(Outlandos D'Amour, 1978) 
Music and Lyrics by Sting 


Figure 2 - Verse and Chorus 


In 1978, the Police bore the label of a “new wave” band. The so-called “new wave” 
movement grew out of punk and was a catch-all term for the first alternative rock style. 
The Police were from the outset more alternative than most of their contemporaries. Too 
musically accomplished to be “real punks,” the Police boasted three soloists within a band 
who worked like a team and exploited a combination of diverse elements: jazz, R&B, twen- 
tieth-century classical music, rock, and world music—most notably, reggae. 

“So Lonely” was a stand-out single culled from Outlandos D'Amour. The single 
was issued twice, failing to chart in its first release but reaching #6 in the UK when re- 
issued in 1980. The song exemplifies the Police's fusion of rock, pop, and reggae. 
Harmonically, it is situated in the key of C major and uses only four chords—C, G, Am, 
and F—for its basic progressions. Throughout the verses Andy plays embellished and 
intertwined chordal parts, largely in straight eighth-note rhythm, based on the song's 
underlying reggae feel. He combines two orchestral, chorused guitars in the arrangement, 


often doubling them with slight variations for a greater textural result. Gtrs. 1 and 2 some-- 


times render similar or identical chords, and at other times diverge dramatically to assume 
the roles of rhythm and lead guitar. In the latter cases, Andy adds slippery single-note fills 
as in measures 19-21 and 27-29. Note the use of both ordinary accompanimental barre 
chords and power chords throughout, as well as more colorful and intricate chord-melody 
passages in measures 8 and 16. 

By contrast Andy's rhythm guitar figures in the chorus are simpler and harder, 
emphasizing a rock edge, thicker texture, and an emphasis on sustaining first-position 
chords of longer duration. These parts meld beautifully with the arrangement's shift to a 
double-time power-pop feel and a heightening of dynamics and intensity. 
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Figure 3 — Guitar Solo, Chorus, Interlude, and Outro 


Lengthy improvised guitar solos were a rarity in the Police repertory, especially in 
their early punk and reggae period. The Police were always more concerned with the 
songs and their atmospheres. Shorter, minimalistic pre-composed guitar interludes gen- 
erally served the taut arrangements better. Nevertheless, "So Lonely" contains a definitive 
thirty-two-measure Andy Summers excursion. His rock lead guitar sound exploits the bite 
of the bridge pickup and is colored with distortion and a chorus effect. Andy's solo begins 
over a modulation to D. Throughout, he mixes pentatonic blues licks with diatonic lines 
from the D major scale. Wide string bends (minor-3rd bends) distinguish Andy's opening 
phrase. Note the chromaticism worked into his concluding line of measure 4. The 
descending flurry of sixteenth notes in measure 11 is an atypical high-velocity Summers 
moment that answers his rising pentatonic melody of measure 9. Pinch harmonics deco- 
rate his phrases in measures 16—17 and 20. Andy plays these by attacking the note with 
his pick and the edge of his thumb. 

The feel changes to double time in measure 17. Andy digs in and develops a num- 
ber of thematically-related string-bending lines in measures 17—28. He revives an old uni- 
son-bend blues cliché in measures 20—23. Note the pre-bent and released unison string 
bend in measure 21. Andy's solo concludes with a shifting rhythm lick comprised of dou- 
ble stops and a C-D string bend in measures 29-31. 

Andy's guitar work in the interlude recalls the intertwining textures of the verses. 
Here he takes the orchestration further, with greater independence between the parts and 
more elaborate contrapuntal lines, such as those in measures 39-40 and 44. From the 
start, Andy adopts a multi-faceted rhythm-lead guitar approach. He arranges his playing 
in succinct structured four-measure phrases. The first three measures of each phrase rely 
mainly on chord strums, while the final measure (over the G chord) serves a cadential 
function and displays the greatest motion with single notes, parallel (but not necessarily 
tertian) harmony, and counterpoint. Andy regularly exploits the F* (major 7th) as a taste- 
ful dissonance over the G chord in measures 40, 48, 56, and 60 and expands the har- 
mony with the use of a superimposed A triad over G in measures 40, 44, and 52. Also 
noteworthy are Andy's broken chord outlines in measures 48 and 60, resulting in angular 
intervallic skips and a more modern sound, and his attractive textural use of open strings 
in measures 51—52. 
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29 D A Bm G SE X 
ŽŽ Žž 
A. 
So lone ly. 
^ A S 
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Ea S == EE 
ed. A UA 
1 1 1 
EE are art ees e = 
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Ces 
Ñ e 7 ewan 
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CAN'T STAND 
LOSING YOU 


(Outlandos D'Amour, 1978) 
Music and Lyrics by Sting 


Figure 4 — Intro, Verse, Pre-Chorus, and Chorus 


Sting and company continued to explore the mingling of rock and reggae in the 
second Police single, "Can't Stand Losing You,” also a leading cut from the first album. 
Though the song failed to make waves on its first issue, it reached #2 in England when it 
was re-released in 1979. Called an "obvious hit" by Andy Summers in 1981, “Can't Stand 
Losing You" is just that: commercial but sophisticated. The underlying pathos of its suicide 
theme and the crisp rhythmic delivery make it one of the trio's most distinctive and strik- 
ing early songs. 

Crisp rhythmic delivery is exemplified by Andy's rhythm guitar playing in the body 
of the song. His part is based entirely on the i and iv chords of D minor. He strums tight- 
ly-voiced staccato chords with a clean tone (Gtr.1) in the intro and verse. These are pri- 
marily mid-register triads (note the three-note Dm7 cluster in measures 5, 7, 9, and 11) 


and receive a clipped, muted left-hand attack. Andy plays the back beats (beats 2 and 4) - 


in the intro's Rhy. Fig. 1 and straight quarter-note rhythm in the verse's Rhy. Fig. 2. - 

In the pre-chorus, Andy favors a dirtier tone (Gtr. 2) and root/fifth power chords. 
These are played in a quasi-half-time feel with a prominent eighth-note pulse. This sec- 
tion begins a modulation to the related Bb modal center, which is fully developed in the 
choruses. 

Both guitars play the heavy, driving groove in the chorus. Gtr. 1 provides solid 
quarter-note rhythm in barre chords, while Gtr. 2 digs in with a propulsive eighth-note part 
in distorted power chords. The latter receives a thicker palm-muted timbre. These two gui- 
tar figures, unremarkable by themselves, add up to a nice piece of guitar orchestration 
depictive of Summers' approach to the early Police repertory. 


' Bb Gm Am C A7 o Featured Guitars 
=— — x x — Gtr. 1 meas. 1-12, 
Fig. 4 Str pus | Si 23-30 
Gtrs. 182 meas. 13-22 
Intro 134211 134111 134111 1333 13121 
Moderately fast 4-144 Dm Gm Dm Gin Dm Gm Dm Gm 
Rhy. Fig. 1 End Rhy. Fig. 1 
(drums) S 1 (clean) ¿ . > ; : p 
= $ s $ 
94 Ha E H | ł S 1 | i = 1 1 1 = i 
T 3 3 3 3 3 3 2 3 
i 2 3 E 2 3 f 3 | 2 3 
Verse 
5 Dm Dm7 Gm Dm Dm7 Gm 
5 E s oe Gr e ee e i + P L | E = 2 e 
l. Called you so man-y times to- day, an’ I guess it’s all true what your girl - friends say, that 
Rhy. Fig. 2 > Ė End Rhy. Fig. 2 i S 
l d P : i ; A , . P , ; : : 
-3 2 p 8 $ de — e 
++ == ŽŽ pj 
| | | | | 
+ 5 3 3 3 3 1 5 ER 3 3 ER 3 
3 3 d 3 3 3 3 3 3- 3 3 y 3 3 3 
2 y 5 3 3 3 3 5 5 3 3 3- 3 
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Gtr. 1: w/ Rhy. Fig. 2, 2 times 
Dm Dm7 Gm Dm Dm7 Gm 
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you don't ev - er want to see me a - gain, — and your broth-er’s gon - na kill me an’ he's six feet ten. I 

X Pre-Chorus 

Gtr. 1 tacet 
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ES $ $ > =a A 
$—+ E ŽŽ LRE E, FW K 
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| [OE É————— 
=== ——22 z 5 E 2-2. 1—. 
ONE SS e HH 


f ME 


coo 
AUD 
coco 
Il 
Ac: 
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27 AS "2170 
e e SR 
e 5 = SSS į 
ing you. I can't stand los - in^ you.  — 1. 2.I 


Figure 5 - Interlude and Bridge 


The interlude is distinguished by Andy's unique combination of effects—in this 
instance, physical and electronic. Here he plays cascading harp harmonics (H.H. in the 
transcription) à la Lenny Breau, treated with chorus and delay to create a subtle but gor- 
geous tapestry of sound. The harp harmonic technique is performed by alternating artifi- 
cial harmonics with natural notes while arpeggiating a particular chord form. To execute 
the patterns, Andy holds the pick with his thumb and middle finger and uses his index fin- 
ger to generate an artificial harmonic while plucking behind it with the pick. His ring finger 
plucks the following fretted note. Here this technique produces a minor pentatonic scale 
from a chord shape. 

In the interlude, two barred shapes, B^11 and C11—fretted at the first and third 
positions respectively—are the only chords used, but nevertheless produce a haunting 
modal sound. Andy adds chorus and multiple echoes to color these chord patterns. This 
interlude is often cited as an example of double repeats. The overlapped polyrhythms 
Andy achieved here were created by two units: an Echoplex plus an analog delay, a 
notable early Summers effects combination. 


e Featured Guitar 
Fig. 5 ` Q Gtr. 3 
Interlude 


Gtr. 3 
(clean) *BD11 CH Bb11 
l | 


HR A ERa 4 H.H. -------------- 4 H.H. --------------- 4 
let ring throughout 
+ + 3 3 1 1 
` + 1(13) 3 3 3(15) 1 LL 1(13) 
#13) 3(15) Ht) 
1(13) 3015) +13) 
* Chord symbols reflect overall harmony. 
Bridge 
7, Ci *N.C.(Dm) dia 
b o_o e we de = Ze 
E =p == === E 
I guess this is our last good- bye,. and you don't care so 
26. = e — 2 e e Te - - 
cet 1 | 
H.H.----------------- 4 
ep 3 3 5 
3 305) 
| : | 
3(15) 
* Bass pedals D in steady 8ths. 
IS x x D.S.* 
of. < 5 MEE e = e = e + ; * e. 9— o. E: = > z k | 
e S | 
I wont cry, and you'll be sor - ry when Um dead, and all this guilt will be on your head. I 


* Track ends at Chorus after D.S. 
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MESSAGE IN A BOTTLE 


(Reggatta De Blanc, 1979) 


Music and Lyrics by Sting 
Figure 6 - Intro, Verse, Pre-Chorus, and Chorus 


Regatta De Blanc (loosely translated as "white reggae") is the album that estab- 
lished the Police as stars in Britain and Europe. The record remains a rock classic and is 
a telling document of the trio's emerging musicianship. "Message in a Bottle" is the 
album's stand-out track and the first #1 Police single in the UK. Featuring one of the 
genre's most unusual and distinctive guitar riffs, the song also contains some of Andy 
Summers's most memorable guitar work. 

"Message in a Bottle" revolves around Andy's strange but compelling intervallic 
main riff. Harnessing his background in jazz and twentieth-century composition, he 
designed one of the most exotic and immediately recognized figures in rock history. Heard 
throughout the song in the intro, verses, and outro, the riff is based on quintal harmony 
(chords built on 5th intervals) in CH minor and is arranged in four similar single-note arpeg- 
gios. The four quintal chords outlined are Cisus2, Asus2, Bsus2, and Fisus2 and exploit 
a specific melodic pattern: two ascending consecutive perfect 5ths and a descending 
leap. The stacked 5ths endow the main riff with its unusual, open sound, while its 
sequence of changes conveys an Aeolian modal progression in Cf minor. The riff is treat- 
ed with a chorus effect and is harmonized by a second guitar (Gtr. 2) which plays a simi- 
lar intervallic melody a 3rd or 5th above. 

Andy switches to a driving, clean-toned power-chord rhythm figure in the pre-cho- 
rus and plays a sustaining C# minor to A major progression during the chorus. Note the 
palm muting in the Gtr. 2 part of measures 25-28 that serves to thicken the texture and 
imparts a percussive quality to the strummed pattern. Both rhythm figures are virtual pro- 
totypes for the minimalistic "new wave" guitar approach and are prime examples of Andy's 
tasteful chording with the Police. 

In the pre-choruses and choruses Andy adds slippery guitar fills to the arrange- 
ment. These are based on the underlying chord progressions and are largely understat- 
ed until the chorus. In the chorus Andy plays longer, more involved solo passages, exem- 
plified by the licks in Fill 2. Note his emphasis of the blues ethic in this fill, with its use of 
the C# minor pentatonic scale and characteristic string bends and vibrato. 
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letring------------ 4 letring------------------- A letring-------------------- 4 Ietring-------------------------- 4 
A - 
H $ 9 s= 
3 6 8 6 3 
7 4 6 4 


O 1979 G.M. SUMNER 
Administered by EMI MUSIC PUBLISHING LIMITED 
All Rights Reserved International Copyright Secured Used by Permission 25 


Verse 


Gtrs. 1 & 2: w/ Riffs A & Al (8 times) 
Gtr. 2 tacet for 4 meas. on repeats 
Gtr. 3 tacet 2nd time 


3 Cfsus2 Asus2 Bsus2 FËsus2 Cfsus2 Asus2 Bsus2 FËsus2 
Se E * os E = e se: Jen 
== = = Žž 4 $33 
1.Just a cast  - a - way, an is- land lost. at sea, — oh. _ 
2.À. —. year. has passed. . since I wrote my note, 
DR 
— = SE aum - 
: E T | | 
aw 
= = Ža E EE seg 
EX = © * - — e. z e = E? 
SE 22 - YE: : = EET 
f > > 
w/ chorus & slight dist. 
let ring - - -Metring------- let ring -------- 4 let ring ----------- 7 let ring ----4 letring------ 4 let ring ------- 4 let ring--------- 4 
: 8 4 6 a 8 4 6 — 
= 6 2 4 6-— 6 2 4 6-7 
| 4 n 2 S 4 = 4 0 2 5 * | 
* Last note of Ist ending. 
Gtr. 2: w/ Riff A1 (on repeats, 6 times, simile) 
Gtr. 3: w/ Riff A (6 times) 
CHsus2 Asus2 Bsus2 FHsus2 Ca? Asus2 Bsus2 FHsus2 
7 [) Pa N m a 
EE e A CC E E 8 
| EK—L—r-r-——-1—— —áos  — 354 PR _|__--@--. | 
An - oth - er loe .- ly day,— no-one here. but me, - oh. — 
I should have known this right— from the start. 
o CHsus2 Asus2 Bsus2 FHsus2 CHsus2 Asus2 Bsus2 Ffsus2 
AT TU EAE 
Z y] e^ e oe d 
J I e 
at - E | —— 2 3 = S = 
More lone - li - ness. (than) an - y man could bear. 
On - ly hope can keep.. me to-geth - er. — 
15 ct sus2 Asus2 Bsus2 FË sus2 ct sus2 Asus2 Bsus2 F H sus2 
care e “= æ a = e Te“ == 
dier a E CC? SE 
Res - cue me. be - fore. I fall... in - to. des - pair, — oh, __ 
Love. can mend— your life, — but love__ can break. your heart. — 
Pre-Chorus 
Gtr. 3 tacet 
19 4 AS D5 E5 Ep ES E6 A5 D5 E5 E6 E5 
m a 
—— == RB e-ee Ee wots z SS = e == æ ] 
send— an S. O. S. to the world. ri send. an S. O. S. to the world. 
i Ln 
a a «o = a a E » | ds *—e 
= e e e 
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Gtr. 3: w/ Fill 1 (2nd time) 


23 ris D5 FHS Ds 
= =. a KEE $ 5 == B | 
| | | | 
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a es «4 s Wa = = 
See s e | > 222 = 
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a 34H 
2—2—2 2— 2-2 
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A C#m A rm? 
32 1 Gtrs. 1 & 2 AS 
- | = P S: = = | BUE P Ža z H - | = J 
mes-sage in— a bot - tle, — yeah. 
E E = 
S oS 
A: Iano EEN 
44 g “— db 9 E: aei 9 E ] 
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eb 9 
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* Signature Licks audio fades out. 
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Figure 7 — Outro Guitar Solo 


The outro of “Message in a Bottle” contains noteworthy Summers guitar improvi- 
sations. In fact, Andy cites his licks in the outro as personal favorites, describing their 
import as having “a nice, joyful quality" Played over a vamp of the main riff, his guitar solo 
is an elaboration of previous fills, distinguished by a soulful, bluesy feel and tasteful use 
of space between phrases. Andy crafts his licks from the Ct minor pentatonic scale and 
uses similar string bends and vibrato throughout. Like many blues-influenced rock play- 
ers, he positions most of his lines in familiar blues boxes at the ninth and sixteenth/sev- 
enteenth frets. Note the Albert King-inspired pre-bends in measures 1, 8-9, 24-25, and 
33-34. In a similar vein are the wide string bends (minor 3rds) of measures 33-34. Andy 
judiciously adds the crucial A note to the Ct minor pentatonic improvisations in measures 
8-10 and 13-14, and Df in measures 2, 17-18, and 26. The former (the minor 6th) 
reflects the song's Aeolian mode, while the latter (the 9th) provides a smooth, jazzy pass- 
ing tone to his pentatonic licks. 


A o Featured Guitar 
Fig. 7 Gtr. 3 


Outro-Guitar Solo 
Gtrs. 1 & 2: w/ Riffs A & Al (till end) 
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* Signature Licks audio fades in (4 measures). 
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Cas? Asus2 Bsus2 Fžsus2 C#sus2 Asus2 Bsus2 F#sus2 
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Caus? Asus2 Bsus2 FËsus2 Cause? Asus2 Bsus2 F #sus2 

21 AAAA GEN 


1 
| + 
7—— 32—312———— 12—12 12—12 12 14- 19 
Claus? ; Asus2 Bsus2 FÉ sus2 ct sus2  Asus2 Bsus2 FHsus2 


CËsus2 Asus2 Bsus2 FËsus2 CËsus2 Asus2 Bsus2 Fžsus2 


loco 
DAMMAM we NNNHNNN NNN NNN NNN 
29 Je $ je Se £2, £, em: £ 
ž ===: == | = | = | 
ww AAW WW LAA AAA 
— Gage? 
M m e Juge 8 a5 508 | i | 
Fade out 
CËsus2 Asus2 Bsus2 Flaus? e Asus2 
33 ASA eg A k eS SS A RR e N El E H SAE II 0 e 2 
Se Je $ Pa Be? b ea ¿e = = AAA AAA A AAA AA DA AAA A 
Ss — | » 4 z LS e $ | 
a] 
112 12 | 112 7 
VV 
24 S 24 24 21 17 21 
18 21 +8 = 


WALKING ON THE MOON 
(Regatta De Blanc, 1979) 


Music and Lyrics by Sting 
Figure 8 — Intro and Verse 


The Police struck gold again with “Walking on the Moon; the trio’s second #1 sin- 
gle from Regatta De Blanc. A mainstay of their repertory, the song sets a suitably spa- 
cious and striking mood from the intro's opening measures. Weightless in its simplicity, 
this section is a perfect example of Andy Summers's lush, sophisticated guitar harmony, 
held in check by the trio's “less-is-more” ethic. Pitted against Sting's bass ostinato and 
Stewart's colorful drum parts, his simple but distinctive riff (Rhy. Fig. 1 played by Gtr. 1) 
fills the space perfectly and creates a fitting otherworldly atmosphere for the song's intro 
and interludes. Andy's enigmatic suspended Dm11 voicing is made of a 5th-2nd-4th 
interval stack and is a perfect example of his unique harmonic palette—drastically differ- 
ent from the triad-based chords of most rock guitarists. In later years Sting openly 
acknowledged the tune's jazz elements, but this only restated the obvious to anyone with 
ears. A prime example of the trio's fusion of eclectic musical ingredients, "Walking on the 
Moon' is part rock, part jazz, part reggae, part pop, and all Police. 

"Walking on the Moon" further exemplifies Andy's ability to use effects as a com- 
positional tool in sculpting unique guitar parts for Police songs. Using a single chord to 
create such a definitive rhythm figure is indeed a challenge—one that Summers meets 
head-on. Andy strikes a single complex, reverberating chord processed with chorus and 
echo, and allows it to ring for three measures for an ultimately memorable and deceptively 
simple classic riff. In contrast, his guitar part in the verse reverts to a slightly more ani- 
mated backbeat reggae feel with Rhy. Fig. 2. Here two guitars strike tight, clipped chords- 
-Dm7, B», and C—on the first four strings in unison, emphasizing the song's D minor 
modal center. A superb example of the Police's musical teamwork, Andy's simple voicings 
are harmonically extended (to Dm11 and Bb/C) by Sting's contrapuntal bass lines, pro- 
ducing a result greater than the sum of the parts. 
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Figure 9 - Bridge 


“Walking on the Moon” changes to a Slightly more pop-oriented mood and utilizes 
contrasting major-based chord progressions in the bridge. Nonetheless, Andy maintains 
a sparse guitar approach that effectively stretches and develops his previously heard 
themes. Gtr. 1 plays longer sustained chords struck on beat 2 of each measure, essen- 
tially a shortened variation of his opening figure. Gtr. 2 exploits simple triads in Rhy. Fig. 3 
and continues the clipped back-beat rhythm part heard in the verses with Rhy. Fig. 2. Note 
the cycle-of-fifths chord sequence repeated throughout the bridge: Bj-F-C-Gm, which 
establishes the modally related tonal center of Bb Lydian. 
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THE BED'S TOO BIG 
WITHOUT YOU 


(Regatta De Blanc, 1979) 
Music and Lyrics by Sting 


Figure 10 - Intro, Verse, and Chorus 


Reggata De Blanc established a beat on which others would walk, but one which 
would remain the primary province of the Police. Personifying the mutated reggae implic- 
it in the album's title, "The Bed's Too Big Without You" presents another look at the genre 
through the trio's musical prism. In this track, a basic reggae pattern is elongated and var- 
ied rhythmically to almost unrecognizable extremes—almost. With the Police, the groove 
is always there. "The Bed's Too Big Without You" provides a fascinating study of the 
Summers rhythm guitar approach. Using the E minor (Aeolian mode) tonal center as his 
harmonic source, Andy fashions three tight, thematically-related chord figures that domi- 
nate the piece. The song begins with an oblong four-measure chord riff, Rhy. Fig. 1. This 
uncommon phrase contains slurred triads (G and D triads implying an Em7 to E11 sound) 
and wide triplet rhythms, both of which effectively toy with the beat and produce a shifted 
rhythm feel. Also notable in the figure is the chord change from Bm to Am on beat 2 of 
measure 4, instead of the more typical change on beat 1. This creates a delayed resolu- 
tion stressing the weak beat—the backbeat in R&B and reggae—and adds another level 
of rhythmic depth. 

By contrast, Andy's rhythm grooves in the verse and chorus are simpler and more 
straightforward. His patterns are again arranged as four-measure phrases. Rhy. Fig. 2 con- 
sists of clipped two-eighth-note groups on beats 2 and 4 (the back beats) in measures 
7-8, using Am and Bm chords, and the slurred triad motive of Rhy. Fig. 1 in measures 
9—10. A variant, Rhy. Fig. 3 using C and Am chords, closes the verse in measures 37-38 
and becomes the main riff of the chorus. 
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DON'T STAND SO CLOSE 
TO ME 


(Zenyatta Mondatta, 1980) 
Music and Lyrics by Sting 


Figure 11 — Intro, Verse, and Chorus 


Zenyatta Mondatta was the breakthrough Police album in North America, reach- 
ing high chart positions in Canada and the U.S. The record was more colorful than the two 
previous efforts and reveals more black influences, especially new strains of African 
music. The leading cut from the album was “Don't Stand So Close to Me” also a Top 10 
single in America in 1981. A song that epitomized the trio's expanding musical horizons, 
it is for many listeners the definitive Police track. 

As the Police's style evolved, so did Andy Summers's array of guitar sounds— 
exemplified by his work in “Don't Stand So Close to Me” Andy recalls using a Fender 
Stratocaster in the studio to complement his usual Telecaster tones. The arrangement 
contains at least three integral guitar parts. 

Gtr. 1 kicks things off in the intro with the palm-muted melody in measure 3. Played 
over a droning E> pedal point, the sparse single-note line suggests an uncommon Eb 
Lydian mode. In measures 11-19, Gtr. 1 plays a simple understated reggae part made of 
staccato triads on the top three strings. This sparse figure harmonically foreshadows the 
E»-Gm progression of the verse. 

In the verse, three guitars create a web of sound. Gtrs. 1 and 2 play the palm- 
muted counterlines (Rhy. Fig. 1A) which define the chord progression in single notes. Over 
these a third guitar plays Rhy. Fig. 1, a chorused figure arranged in parallel thirds which 
essentially works in tandem with Sting’s vocal melody. 

The chorus features a modulation to D and three independent guitar parts. Gtr. 1 
plays a simple dyad part (with a chorus effect) which works with and against the vocal line. 
Gtr. 2 elaborates on the palm-muted textures heard previously. This part is made of sin- 
gle-note lines and occasional two-note chord partials over Bm, Am, and Em. Gtr. 3 plays 
a complementary rhythm guitar pattern based on triads and chord partials, and, like Gtr. 
1, provides a counterpoint part to the vocal line. 
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WHEN THE WORLD IS 
RUNNING DOWN, 

YOU MAKE THE BEST OF 
WHAT”S STILL AROUND 


(Zenyatta Mondatta, 1980) 
Music and Lyrics by Sting 


Figure 12 — Intro, Verse, and Chorus 


"When the World Is Running Down,” a leading album cut from Zenyatta Mondatta, 
is driven by Andy Summers's highly effective rhythm guitar work and Sting's space-con- 
Scious bass lines. The intro, verses, and chorus find Andy orchestrating the colorful track 
with two distinct interconnected guitar parts. Gtr. 1 (Rhy. Fig. 1) plays sophisticated jazz- 
oriented 11th chords processed with compressor, phaser, and echo and allowed to ring. 
This primary rhythm guitar riff is mated to Gtr. 2 (Riff A), a complementary minimal figure 
made of chiming artificial harmonics treated with echo delay. 

The arrangement is the paragon of minimalism, a term often used to describe the 
band's elusive simplicity. The song revolves around only three chords arranged in a sin- 
gle pattern and two basic figures. Though the common bVI-bVII-i progression is derived 
from the E natural minor scale (Aeolian mode) and is frequently heard in post-1970s rock, 
Andy alters and expands the harmony with his use of the C9sus4 chord throughout. 
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DE DO DO DO, DE DA DA DA 


(Zenyatta Mondatta, 1980) 


Music and Lyrics by Sting 
Figure 13 — Intro, Verse, Pre-Chorus, and Chorus 


This paean to artful gibberish as social discourse was the Police's first Top 10 sin- 
gle in America, reaching #10 in the winter of 1980. A landmark track in the trio's reperto- 
ry, “De Do Do Do” teems with definitive Andy Summers-isms. Highlights are numerous 
and noteworthy. 

“De Do Do Do” begins on a decisive note with Andy's catchy chord riff. 
Foreshadowing the chorus changes, it is a deceptively simple but rhythmically robust fig- 
ure made of only the I, IV, and V chords (A, D, and E) of A major. Andy subjects these 
rudimentary sonorities to his trademark re-voicing, transforming them into distinctive 
“Police chords.” Here this transformation involves changing the A to an Asus2 chord and 
the E to an Eadd9. These chords are played by two doubling guitars and are further treat- 
ed with a phaser effect. The most prevalent form of this pattern is depicted in the score as 
Rhy. Fig. 1 and is reprised in the chorus as the main riff. 

The verse contains another definitive Summers rhythm guitar tactic. This section 
is motivated by Andy's arpeggiated single-note patterns, which are palm-muted and 
played in a steady eighth-note rhythm by Gtr. 1 in Rhy. Fig. 2. Cut from the same cloth as 
themes like “Every Breath You Take” and “Message in a Bottle it is percussive and insis- 
tent and epitomizes his lead-rhythm textural style. Like “Message in a Bottle” the figure 
has a quintal chord at its core. In this case the central A-E-B interval stack (Asus2) is the- 
matically developed in the course of the phrase with Andy's changing root notes. Notice 
that the E and B notes, on the fourth and third strings, are maintained as common 
tones, while Andy alternates FH and Ct bass notes to produce Fim7sus4 and Ctm7, 
respectively. 

The pre-chorus presents a nice piece of rhythm guitar orchestration and follows a 
repeated IV-V (D-E) chord progression. Here Andy sets up a strong rhythmic backdrop 
with Gtr. 1's streamlined, metronomic chord strums. These are beautifully complemented 
by Gtr. 3's more active broken-chord figures. Note the variety of partial-chord patterns cre- 
ated within the two simple shapes. Gtr. 3 provides further textural balance with its palm- 
muted timbre, a perfect foil for Gtr. 1's bright, clipped chord slashes and the muted six- 
teenth-note strumming of Gtr. 2. Together the guitar parts produce an irresistible forward 
motion to the chorus. 
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Figure 14 - Bridge 


The bridge features a classic Andy Summers echo-processed part exploiting a 
combination of signature ingredients. Played by Gtr. 2, this is a unique single-note figure 
made of uncommon arpeggiated patterns. Note the abundant perfect 4ths and 5ths with- 
in the six-measure intervallic melody. These are preferred intervals in Andy's chord vocab- 
ulary and impart a modernistic quality to many of his riffs. Much of the figure is palm 
muted, imbuing the line with an attractive percussive timbre. Andy applies slapback echo, 
set at about 120 milliseconds, to the phrase. This effect produces a more rhythmically 
active line from an otherwise straight eighth-note pattern. The brief section serves as a 
sterling example of Andy's thoughtful and musical application of electronic processors 
within the Police repertory. 

In measures 8-12, the echo-processed guitar settles into a solid groove on a sin- 
gle low A note (Riff A), while the accompanimental guitars (Gtrs. 1 and 3) assume a more 
prominent role with a strong chordal figure that alludes rhythmically to the song's main riff. 
Note the prominent perfect 5th intervals in both parts. Andy builds toward a strong climax 
with a variation of this figure using D and E triads, over Gtr. 2's A pedal, for the return to 
the chorus. 
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SPIRITS IN THE 
MATERIAL WORLD 


(Ghost in the Machine, 1981) 
Music and Lyrics by Sting 


Figure 15 - Intro, Verse, and Chorus 


Ghost in the Machine is deemed the most experimental and sonically dense 
Police album. Following on the heels of their pop successes, the 1981 album represent- 
ed an expansion of the established three-piece Police sound with more keyboards and 
synthesizers and a greater inclusion of jazz influences. While artistically sprawling and 
satisfying, the deliberate emphasis on color and thicker textures resulted in a more pol- 
ished, less edgy production than the earlier albums. “Spirits in the Material World” one of 
the finest, though unconventional, songs from the collection, was released as a single and 
easily reached #11 in January 1982. Sax was added to several tracks, including the spurts 
in this song's intro, as Sting had just learned to play the instrument. 

“Spirits in the Material World” begins with the song's main theme: a highly synco- 
pated chord ritf (Rhy. Fig. 1). Heard in the intro and verses, this four-measure figure is one 
of the most rhythmically evasive but haunting patterns in the Police catalog. Note the con- 
sistent off-beat articulation of the figure—not a single chord is struck on the beat. The riff 
employs Am(add9), G, and Em for its entire harmonic content, producing a terse, moder- 
ately dissonant modal progression based on the A natural minor scale (Aeolian mode). 
Try playing the riff with fingerstyle articulation—especially if you have a guitar synth—to 
emulate the requisite keyboard-like attack. 

The chorus features a second syncopated (albeit simpler) theme. This is a sparse 
single-note melody which shadows the vocal line rhythmically. Andy plays the phrase on 
a clean-toned guitar with a distinct Fender sound (Tele or Strat) and uses palm muting 
throughout for a tight percussive effect. This line connotes a D Dorian mode melody—in 
effect, like moving to the sub-dominant (iv chord) of the Am tonal center. 
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INVISIBLE SUN 


(Ghost in the Machine, 1981) 
Music and Lyrics by Sting 


Figure 16 — Intro, Verse, and Chorus 


"Invisible Sun" was written on keyboard and recorded with predominant keyboard 
textures. The "Oriental-sounding" instrument heard in the track is actually Andy playing in 
the upper register with palm muting. This timbre was blended with a setting on a Prophet- 
5 keyboard synthesizer to achieve the final ethnic effect. Andy's main guitar figure (Riff A) 
enters in the intro and continues throughout the verses. This riff is a simple but melodious 
single-note line, reflecting the sections’ | to vi progression (E> to Cm). Here Andy employs 
deliberate slurs for an attractive legato effect. The prominent use of the 9th tone in this fig- 
ure is noteworthy. An unmistakable identifier of the Summers approach, it contributes 
much to the sophistication of the melody. Andy uses the F note over E»add9 and the D 
note over Cm(add9) in the phrase. In measure 15, A variant of the riff in Bb also exploits 
the 9th tone (C) in its melody. 

The chorus modulates to a G tonal center via a jazz-oriented chromatic progres- 
sion: BP9—A7—A»7—G7. A strong Mixolydian-mode melody distinguishes the section. Andy 
doubles the figure in tandem with the heavy synth/bass orchestration. Over this riff we 
hear the "Oriental" effect mentioned earlier. This is labeled Riff B and becomes a strong 
textural ostinato in the arrangement. 


Fig. 16 t 


Intro 
Moderately 47120 
NCB) 4 


Featured Guitars 
Gtr. 1 meas. 1-16 
Gtr. 2 meas. 17-24 


**Ebadd9 Cm(add9) Play 3 times 


Spoken: One. 


hree. Four. 
Five Six. 
Riff A End Riff A 
s 9 e r 0 9. e 
= a E r I s r s. 
— fM —— 
i 8— 8/40—— 809-—:8- 5 7 €p-———5 7 5 ] 
*Signature Licks audio begins with pulse vamp **Chord symbols reflect overall harmony. 
on synth & bass. 
Ebadd9 Cm(add9) Ebadd9 Cm(add9 
3 Voc. Fig. 1 Es End Voc. Fig. 1 
E e T- E "^2. Play 4 times 
—1—- 1 > > o E 
lane] 
Oh, oh, oh, oh oh, oh. — 
mile. e z »— * "2? s n di > s» 9o p 9y 
— — 
i D ES E 
8-8/-10—4309-—8 | CR E KA RE —5 8—87/10—d0-^«8 | Hb HS | 
Verse 
Gtr. 1: w/ Riff A (3 times) 
Ebadd9 Cm(add9) , Ebadd9 Cm(add9) 
7 o e a! 
Zut: e—e e ee | z Sa S H | + o | = See H | 
— A — D 
1.1 don’t wan - na spend the rest of my life — look-ing at the bar-rel of an Ar - ma-lite. . 
2.1 don't wan - na spend my time in hell, look-ing at the walls of a pris -on cell. — 


O 1981 G.M. SUMNER 
Administered by EMI MUSIC PUBLISHING LIMITED 
48 All Rights Reserved International Copyright Secured Used by Permission 


1. 
Gtr. 1: w/ Riff A 
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Figure 17 — Guitar Solo 


"Invisible Sun" features two Andy Summers guitar solos. The first is a succinct 
eight-measure flight played in E» over the song's main riff. Andy fashions his lines entire- 
ly from the C minor pentatonic scale and exploits blues-based phrasing and melodies sit- 
uated in the eleventh and fifteenth positions. He favors a sustaining, semi-distorted, light- 
ly-chorused tone that adds a vocal quality to his lines. Accordingly, string bends are pre- 
sent throughout. These essentially involve bending into (and out of) the tonic and 5th 
degrees of the scale. The pre-bent and released notes in the phrases of measures 2—7 
signify a primary thematic idea in the solo. 
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Figure 18 — Outro Guitar Solo 


Andy's second solo occurs in the song's outro over the same E>(add9)-Cm(add9) 
changes. This is a longer excursion, but is closely related to his previous solo. Andy recalls 
several thematic ideas, most notably his use of the minor pentatonic scale, high-register 
string bends, and blues-based phrasing. He exploits a purely rhythmic lick in measures 
5-8. This is a wide-triplet pattern played with a single Eb note which creates a three- 
against-two hemiola effect, like a percussion instrument, as it drones against the back- 
ground. Released bends phrased as wide triplets are heard in measure 9; this is a direct 
reference to his earlier solo. 
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Andy concludes the outro with more structured intervallic and textural ideas. 
Beginning with the Csus2 arpeggio in measure 12, he introduces a handful of simple and 
spacious ear-catching motifs. Note Andy's preference for chord-based sounds in this sec- 
tion, particularly mildly dissonant sus2 arpeggiations. These are true Summers signa- 
tures. They provide a well-balanced contrast to his improvisatory opening blues lines and 
create an open, mysterious mood as the song fades out. 
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SYNCHRONICITY II 
(Synchronicity, 1983) 


Music and Lyrics by Sting 
Figure 19 — Intro, Verse, Bridge, Pre-Chorus, and Chorus 


Synchronicity was the Police's crowning masterpiece. Recorded in a swift six 
weeks in Montserrat, France, the album boasted four tremendous hit singles and their 
richest array of material yet. Case in point is “Synchronicity II? a leading track that reached 
#16 on Billboard charts in winter of 1983. The song has been called “heavy metal, Police 
style” and reflects the growing trend of melodic hard rock in the early 1980s. As with most 
Police tracks, “Synchronicity II" exploits atypical chord progressions and unpredictable 
changes of mood, making this metallic excursion quite different from the norm. The band's 
arrangement is characterized by a ubiquitous driving eighth-note rhythm and heavy 
grooves, further distinguished by Andy Summers's colorful guitars at the forefront. 

Capturing the spirit of riff-based hard rock and metal, “Synchronicity II" teems with 
great guitar hooks. The first is heard in the intro following the spacious free-time synth 
opening. This distinctive figure exploits three-note chord forms, based on Fim11, repeat- 
ed in an uncommon shifted-rhythm pattern. A second riff is found in the verse. This con- 
trasting figure combines a sparse ringing dyad sequence, implying A to A/Ct, with a syn- 
copated single-note line. = 

Two guitars converge to play the bridge riff. This is a dramatic resounding figure 
that drones on an open A chord. The Ci-D-Di-D chromatic line in the upper voice of the 
A power chord turns an otherwise basic voicing into something special, and when added 
to the riff's relentlessly syncopated rhythm, is transcendent metal. 

The riff in the pre-chorus is a definitive Summers moment. This consists of a palm- 
muted intervallic line that spells out Dm7 and Dm6 chords, signifying a move to the sub- 
dominant. Note the consistent two-note repeated patterns and the wide-interval skips 
(7ths, 6ths, 5ths, and 4ths) in the melody of Andy's arpeggiations. The riff is played in a 
steady eighth-note configuration, which intensifies its percussive feel and rhythmic drive. 
The eight-measure section concludes with an insistent rising figure made of D and E 
dyads and triads posed over an E bass note. 

The chorus riff outlines a classic hard rock progression: Am-G-F-E. Andy 
responds by playing several of the chords as suspended and extended voicings: Asus2, 
F6, and Esus4. As in the pre-chorus, these are arpeggiated, palm muted, and rendered 
in a steady eighth-note rhythm. 
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Figure 20 -Chorus and Outro 


The song’s final chorus and outro contain some well-crafted variations of the pre- 
vious material. The E5-Dm7 arpeggio pattern introduced in measures 7-8 of the chorus 
enlarges the harmony and becomes a fixed idea in the outro figure. The outro riff is built 
on an E-D5-E5-Dm7 sequence. Like the preceding figure, it utilizes chord arpeggiations 
and palm muting. Unlike the preceding riff, it is a shorter four-measure phrase played with 
a clean-toned guitar (Gtr. 2). 
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EVERY BREATH YOU TAKE 


(Synchronicity, 1983) 


Music and Lyrics by Sting 
Figure 21 — Intro, Verse, and Chorus 


“Every Breath You Take” was the Police's biggest pop hit, the standout track on 
Synchronicity, and arguably their most memorable song in a cavalcade of memorable 
songs. The single reached +1 in summer of 1983 and remained on the charts for twenty 
weeks. Despite the public perception that it is a sweet love song, Sting has called “Every 
Breath You Take” a nasty song about surveillance, ownership, and jealousy. Deceptively 
simple, “Every Breath You Take” melds the trio's diverse pop, rock, and jazz influences 
convincingly. 

“Every Breath You Take” is dominated by Andy Summers's hypnotic guitar parts in 
Rhy. Fig.1 and Rhy. Fig.2. Modal jazz and twentieth-century “classical" music inspire this 
intervallic Summers riff, one of the most definitive in the group's catalog. Indispensable 
signature licks, the arpeggiated patterns played by Gtr. 1 exploit palm-muting technigue 
and unusual chord shapes treated with a chorus effect. Every chord in these seguences 
is some form of add9 or sus2 sonority. Similar to the “Message in a Bottle" riff, there is an 
emphasis on quintal chords (based on perfect fifths) and steady eighth-note rhythm. The 
chord changes in the intro and verse present a slick Summer-ized take on the age-old 
I--vi-IV-V progression. In the chorus the changes are more fluid and modulatory, employ- 
ing out-of-the-key major chords like Csus2 and Badd9 to move away from the A tonal cen- 
ter momentarily. 


Fig. 21 
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* Signature Licks audio fades out. 
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Figure 22 — Bridge and Interlude 


The bridge features a move to a remote tonal center and a change in approach 
and texture. Here the progression involves only two simple barre-chord voicings, F and G 
(the IV and V in the key of C major), but generates a lot of music. Andy's unadorned 
rhythm figures exploit ringing sustained chords preceded by Townshend-esque sixteenth- 
note strum flourishes. Accordingly, he adopts a harder rock attitude and plays with a thick- 
er distorted tone (Gtr. 2). The interlude revolves around a variation of the song's main gui- 
tar riff played by Gtr. 1. A similar guitar articulation and sonic approach (palm muting with 
a chorus effect) are recalled, as is the ubiquitous I-vi-IV-V chord progression. 
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* Signature Licks audio fades out. 
Figure 23 — Outro . 


The outro finds the Police riding home on a final variant of the song's main riff. 
This section is built on a four-measure vamp of Aadd9—Fim9—Dsus2, a I-vi-IV progres- 
sion. As before, Andy plays the arpeggiated figures in a steady eighth-note rhythm with 
palm muting and a chorus effect. 
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KING OF PAIN 
(Synchronicity, 1983) 


Music and Lyrics by Sting 
Figure 24 — Verse and Chorus 


"King of Pain" is a brooding, mildly dissonant tune that blends the Police's modal 
jazz influence with ambient music and rock tangents. The single reached #3 in August 
1983 and has remained a staple of the group's catalog. Though heavily keyboard-laden, 
the track contains a number of notable Andy Summers guitar trademarks. The first, Riff A, 
is heard in the second verse. Here Andy enters the arrangement with a light single-note 
counterline that is both textural and melodic. He fashions his clean-tone modal melody 
from the D major scale to reflect the section's implied B (minor) to A (major) chord motion. 
Note the constant palm muting and perfect-5th dyads in the line—both signature 
Summers traits. l 

In the chorus Andy plays a simple, driving power-pop figure in D, colored with dis- 
tortion and a chorus effect. Rhy. Fig. 1, rendered by Gtr. 3, is a propulsive two-measure riff 
made of chugging muted sixteenth notes on an open D-string pedal tone and two well- 
accented G triads (on beats 3 and 4 in measure 18), which effectively underscore a main 
part of Sting’s vocal phrase. 
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Figure 25 — Bridge and Guitar Solo 


Andy supplies a solid and supportive rock rhythm part in the bridge. The pattern 
presents a simpler variation of his chorus riff played here on the dominant, A. Rhy. Fig. 2 
consists simply of two barre chords, A and G. Note the figure's harmonic rhythm (rate of 
chord change) and similar accented chords on beats 3 and 4. 

The bridge gives way to Andy's tuneful guitar solo in measure 8. This tasteful the- 
matic excursion sounds pre-composed, or at least crafted in the studio. Andy's allusions, 
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melodically and rhythmically, to the verse vocal line are unmistakable. Note similar 
aspects of rhythmic values and melodic content and contour. Andy enriches his guitar tone 
with smooth distortion and chorus, effects that add much to the vocalesque quality of 
the lines. 
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WRAPPED AROUND 
YOUR FINGER 


(Synchronicity, 1983) 


Music and Lyrics by Sting 
Figure 26 — Intro, Verse, Chorus and, Interlude 


"Wrapped Around Your Finger” is a colorful Police number that rose to #8 in 
January of 1984. This unusual pop hit featured a lush modern arrangement with layers of 
synthesizers and an arcane, vaguely ethnic groove. The intro is exemplary. This sixteen- 
measure section is based on a strong syncopated synth chord riff (Rhy. Fig. 1) that per- 
meates the tune. Over this rhythmic cushion we hear two distinctive Police synth themes: 
a subtle spacious counterline released-bend riff, and a haunting sequential melody (Riff 
A). The synthesizer texture and continuation of Riff A and Rhy. Fig. 1 continue into and 
through the verse. 

Andy's guitar decorates the verse with light fills (Fills 1, 2, and 3) in the verse. In 
the chorus he establishes an elegant space-conscious part with Gtr. 3. This main pattern 
exploits ringing clean-toned chords and works rhythmically with Sting's vocal line. Check 
out Andy's interesting use of unison notes in the Fmaj7 portion in measures 37-38. Below 
this figure we hear a second guitar playing a solid, primarily rhythmic part consisting of a 
single muted G note in steady eighth notes. 

The interlude occurs over the main groove (Rhy. Fig. 1) and is distinguished by 
Andy's use of slapback echo. He sets his delay unit to produce a wide triplet pattern at 
this tempo. The effect is created by striking a single A minor triad on the “and” of beat 2 
and allowing the subsequent echoes to resound and dissipate over the next four beats. 
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*Slapback from digital delay. 
Figure 27 — Bridge 


In the bridge Andy plays sustaining chords over the largely synth-dominated 
groove. He further adds a solid rhythmic/textural part to the proceedings. This figure, 
labeled Riff C, is reminiscent of his accompanimental pattern in the song's chorus. Andy 
plays a palm-muted, high-register A note as a pedal point against the Am-Em7-F-G 
chord progression in measures 9-12. He continues the simple figure through the 
Dm7-Em7-F progression that closes the bridge. 
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DON'T STAND SO CLOSE 
TO ME '86 


(A&M single, 1986) 


Music and Lyrics by Sting 
Figure 28 - Intro, Verse, Interlude, and Chorus 


The Police reunited briefly in 1986 to produce an updated remake of their 1980 
track, “Don't Stand So Close to Me” This version would be the last official Police release 
and the only studio recording made after their undeclared breakup in 1985. Backed with 
a live rendition of the song, the single presented two vastly different takes on the classic 
rock number. "Don't Stand So Close to Me '86" reflected a growing use of synthesizers 
and was distinguished further by Andy Summers's brilliant textural guitar contributions. 

Andy launches an ear-catching guitar part in the intro. This is a jangly, ringing fig- 
ure colored with chorus and delay and made of simple chord-partial arpeggiations of 
Gsus2, Em; and Dm. Note the emphasis on intervallic outlines, 4ths and 6ths, in mea- 
sures 2-9. Andy parks on a D5 dyad in measure 10 and milks a close-voiced suspended 
chord in measures 11-12. He lays out in measure 13-16, as orchestral synth textures are 
brought in to dominate the arrangement. 

Andy adds gorgeous arpeggiated figures to the verse. He begins sparsely with 
two minimal patterns implying Abmaj7 and Csus4 in measures 17—20. These set the stage 
for his more involved figures to follow. In measures 21-24 (Rhy. Fill 1 and Rhy. Fill 2), Andy 
elaborates on the established chord shapes with further expansion of themes and greater 
rhythmic activity. Particularly notable is the mildly dissonant Lydian-mode melody peard in 
Riff A. Andy continues with similar arpeggiated figures in the interlude. 

In the chorus he plays a signature droning part, Rhy. Fig. 2, made of perfect 5ths 
and 4ths. Note the use of pedal tones, the D and C note in measures 33-36, and a C/F 
dyad (implying Dm7) in the phrase. 
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Gtr. 1 tacet 
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Interlude 
Gtr. 2: w/ Rhy. Fig. 1 (2 times) 
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Verse 


Gtr. 1: w/ Riff A (2 times, 2nd time) 
Gtr. 2: w/ Rhy. Fig. 1 (2 times) 
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Figure 29 — Guitar Solo 


Andy's solo in “Don't Stand So Close to Me '86" is a beautiful textural outing 
played over the song's ubiquitous Ab-B5-C (minor) changes. Throughout the sixteen-mea- 
sure excursion he develops prominent themes and motives introduced earlier in the vers- 
es and interlude. Note the use of similar arpeggiated outlines of Abmaj7 and Cm (sus4 
and add9) chords and a recall of the attractive Lydian melody in Riff A. The overlapping 
of these themes produces a rich tapestry of sound and provides a perfect example of 
Andy's rhythm/lead textural approach. 
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Guitar Solo 
Gtr. 2: w/ Rhy. Fig. 1 (4 times) 
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Signature Licks book/CD packs provide a step-by-step breakdown 
of "right from the record" riffs, licks, and solos so you can jam 
olong with your favorite bands. They contain performance 

notes and an overview of each artist's or group's style, with 
note-for-note transcriptions in notes and tab. The CDs 

feoture full-band demos at both normal and slow speeds. 


ACOUSTIC GUITAR 
OF '80S AND '90S 
00695033 Book/CD Pack.......... $19.95 


AEROSMITH 1973-1979 
00695106 Book/CD Pack. $22.95 


AEROSMITH 1979-1998 
00695219 Book/CD Pack.......... $22.95 


THE BEACH BOYS 
DEFINITIVE COLLECTION 
00695683 Book/CD Pack.......... $22.95 


BEST OF THE BEATLES FOR 
ACOUSTIC GUITAR 
00695453 Book/CD Back. $22.95 


THE BEATLES BASS 
00695283 Book/CD Back. $22.95 


THE BEATLES FAVORITES 
00695096 Book/CD Pack.......... $24.95 


THE BEATLES HITS 
00695049 Book/CD Pack.......... $24.95 


BEST OF ACOUSTIC GUITAR 
00695640 Book/CD Pack.........$19.95 


BEST OF AGGRO-METAL 
00695592 Book/CD Pack.......... $19.95 


BEST OF GEORGE BENSON 
00695418 Book/CD Pack .......... $22.95 


THE BEST OF 
BLACK SABBATH 
00695249 Book/CD Pack.......... $22.95 


BEST OF BLINK 182 
00695704 Book/CD Pack.......... $19.95 


BEST OF JAZZ GUITAR 
00695586 Book/CD Pack.......... $24.95 


BEST OF R&B 

00695288 Book/CD Pack........... $19.95 
BEST OF ROCK ’N’ ROLL 
GUITAR 

00695559 Book/CD Pack.......... $19.95 


BEST OF SOUTHERN ROCK 
00695560 Book/CD Pack..........$19.95 


BLUES GUITAR CLASSICS 
00695177 Book/CD Pack.......... $19.95 


BLUES/ROCK GUITAR 
MASTERS 
00695348 Book/CD Pack.:........$17.95 


BEST OF 
CHARLIE CHRISTIAN 
00695584 Book/CD Pack.......... $22.95 


THE BEST OF 
ERIC CLAPTON 
00695038 Book/CD Pack.......... $24.95 


ERIC CLAPTON — 
THE BLUESMAN 
00695040 Book/CD Pack.........$22.95 


ERIC CLAPTON — FROM THE 
ALBUM UNPLUGGED 
00695250 Book/CD Pack.......... $24.95 


THE BEST OF CREAM 
00695251 Book/CD Pack.......... $22.95 


DEEP PURPLE - 
GREATEST HITS 
00695625 Book/CD Pack.......... $22.95 


THE DOORS 
00695373 Book/CD Pack ........ $22.95 


FAMOUS ROCK GUITAR SOLOS 
00695590 Book/CD Pack........$19.95 


BEST OF FOO FIGHTERS 
00695481 Book/CD Pack........$22.95 


GREATEST GUITAR SOLOS 
OF ALL TIME 
00695301 Book/CD Pack .......... $19.95 


GUITAR INSTRUMENTAL HITS 
00695309 Book/CD Pack.......... $19.95 


GUITAR RIFFS OF THE ’60S 
00695218 Book/CD pack .......... $19.95 


GUITAR RIFFS OF THE ’70S 
00695158 Book/CD Pack .......... $19.95 


THE BEST OF 
GUNS N’ ROSES 
00695183 Book/CD Pack .......... $22.95 


THE BEST OF BUDDY GUY 
00695186 Book/CD Pack.........22.95 


JIMI HENDRIX 
00696560 Book/CD Pack ........ $24.95 


HOT COUNTRY GUITAR 
00695580 Book/CD Pack.......... $19.95 


ERIC JOHNSON 
00699317 Book/CD Pack.......... $22.95 


ROBERT JOHNSON 
00695264 Book/CD Pack.......... $22.95 


B.B. KING — 
THE DEFINITIVE COLLECTION 
00695635 Book/CD Pack.......... $22.95 


THE KINKS 
00695553 Book/CD Pack.......... $22.95 


GUITAR s7¢gnatune Licks 


MARK KNOPFLER 
00695178 Book/CD Pack ..........522.95 


BEST OF YNGWIE 
MALMSTEEN 
00695669 Book/CD Pack........$22.95 


BEST OF PAT MARTINO 


00695632 Book/CD Pack.......... $22.95 


MEGADETH 
00695041 Book/CD Pack.......... $22.95 


WES MONTGOMERY 
00695387 Book/CD Pack..........$22.95 


MOTOWN BASS 
00695506 Book/CD Pack ........ $19.95 


BEST OF NIRVANA 
00695483 Book/CD Pack.......... $24.95 


BEST OF OZZY OSBOURNE 
00695431 Book/CD Pack.......... $22.95 


JACO PASTORIUS 
00695544 Book/CD Pack.......... $22.95 


PINK FLOYD — 
EARLY CLASSICS 
00695566 Book/CD Pack .......... $22.95 


THE GUITARS OF ELVIS 
00696507 Book/CD Pack.......... $22.95 


BEST OF QUEEN 
00695097 Book/CD Pack........$22.95 


BEST OF RAGE AGAINST 
THE MACHINE 
00695480 Book/CD Pack.......... $22.95 


de Ta re pa 1 a 


THE RED HOT 
CHILI PEPPERS 
00695173 Book/CD Pack.......... $22.95 


BEST OF THE RED HOT CHILI 
PEPPERS FOR BASS 
00695285 Book/CD Pack.......... $22.95 


THE ROLLING STONES 
00695079 Book/CD Pack.......... $22.95 


THE BEST OF JOE SATRIANI 
00695216 Book/CD Pack.......... $22.95 


BEST OF SILVERCHAIR 
00695488 Book/CD Pack.......... $22.95 


ROD STEWART 
00695663 Book/CD Pack.......... $22.95 


STEVE VAI 
00673247 Book/CD Pack.........$22.95 


STEVE VAI — ALIEN LOVE 
SECRETS: THE NAKED VAMPS 
00695223 Book/CD Pack.......... $22.95 


STEVE VAI — FIRE GARDEN: 
THE NAKED VAMPS 
00695166 Book/CD Pack .......... $22.95 


STEVIE RAY VAUGHAN 
00699316 Book/CD Pack.......... $24.95 


THE GUITAR STYLE OF 
STEVIE RAY VAUGHAN 
00695155 Book/CD Pack.......... $24.95 


THE WHO 
00695561 Book/CD Pack.......... $22.95 


FoR MORE INFORMATION, SEE YOUR LOCAL MUSIC DEALER, 
OR WRITE To: 


PA HAL+LEONARD* 
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CORPORATION 


7777 W. BLUEMOUND RD. P.O. BOX 13819 MILWAUKEE, WI 53213 


www.halleonard.com 
Prices, contents and availability subject to change without notice. 
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